Th e Finest Years 

not wanted to makfO • 

Jends it an awesomf n ° Velettish nonsense, but Lean's direction 
?■ G - Wells novel W ^ The film was adapted from an 
B ™f Encounter an obv, ^ Watches 14 todav i4 seems a rerun 

Tr evor Howard ret,,™? ° aSh " m on a previous success. 
™ef Encounter he wa, 1^ a repeat Performance as the lover: in 
tie, nervy Ann Todd . ? ctor ' now he is a university don. A brit- 
"Pgraded to a bankL ! ° n the Celia Johnson role, now 
Jed I an amiable bu td,,i ! The husband of Brief Encounter, 

. ° l<i Sti Ck Who SDPnHs hie ovoni 



^Pgraded to a banW r ° n the Celia J° h nson role, noW 
f red, an amiable but d,,n m The husband of Brief Encounter, 
»e 7z mes crossword i«7 ° , Sti ° k who s P ends his evenings doing 
s Pends his evening' i^ laCed ^ th e suave Claude Rains, who 
suggestion in Brief 'eS 8 ™ th hi g h finance. While there is no 
'ove e ach other, only " kT^ LaUra and Fre d have ceased to 
l^ ass ionateFrien Is ^1 ™ years their ardour has dulled ' 
o the notion that Ann To?/ ! ply Convincing rigmarole out 
Platoruc love. A ™ Todd and Claude Rains are bonded by a 
Lean could n t 

fashioned an impZtve^^ ^ true ' b * none the less he 
Pro™ ~ ' t0taI c °ntroTof ^ 6 ° f dnema ' Hi * touch is in every 
PW? 8 COmma nd o ^ em l ntandcom P° si tion;anuncom- 
rr eato *e tiniest d. ,^ m °!P nere - in which everv scene is 

revealed *** f ° r P ictorial b ^ * ^ aS 

pealed his taste for t £ I br JZfT™* 6 Friends that Lean first 
Sinn ^°- d ^ensioti r u athta king landsca Pe- The characters 
sSesT 1 ? 0 Cell uloid ttt th ^ is his ski11 a t rendering 
VVnen Ann t'^ 68 T^b^S^ of individual 

a * Alp^ I° dd st ands at ar f o * ndiculo ^ess of the whole, 
distance ake Watchi *g Trevor Er Wmd ° W and looks out on to 
essence of ' the Ie *gth 7 thp H ° Ward ' s boat disappear into the 
CoZanTj- ^ She 18 the heart-rending 

"mana and control 

^urrSt^ ah ™lZ°£T Ula «y a Pt words for Lean. 
a tion for whTtT^^ wanted * firm ' ^horitative 

T °dd, 'jusTr ? Ct ° rs betimes h» ^ had much considel " 

CLr o tth IeSS driVe "o what he 8 ° thr ° Ugh/ Wr ° te ^ 
would becn^ t 6 act °rs was ^ , 6 Wante d for the scene.' 6 

when she Tt ^ Se -nd wife his ***** Ann Todd 

camera. Dur^ S? 01 for the fW f ls , no surprise to learn that 

^toa^^^^o^^ he was behind a movie 

as «he wrT^ Tl S6t in the aCh' St"*' She — a PP ear " 
W recollected fa her mi ^ but not filmed there - 
er memoes. 'David as the director 
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was in the roof of the hall to film the whole scene. Then on 
"Action", strapped to the camera crane, he swooped down out or 
the darkness like Jupiter on Leda into a close-up of me. it was 
sudden, dramatic and possessive.' 7 

Carol Reed, by contrast, was vague and sometimes maddening to 
technicians because he so often appeared not to know what ne 
wanted. Michael Redgrave remembered him as the gentlest ^or 
directors', who was 'able, with infinite pains and care, to Destow 
on his actors the feeling that everything was up to them ana in 
all he was doing was to make sure that they were seen to their 
best advantage'.* Actors loved him. He understood their proo- 
lems, had actually been an actor himself. , 
„ ^ Lean there was only one way to play a scene, while to 
Reed there could be many. Lean's world was a selective and roer 
archical one: some characters mattered more than ^ others^ n 
camera, beautifully in keeping with the star system, dwelt on j 
a very f ew people, filling their lives with meaning, while tn 
supporting players seem to exist to do no more than .mat - 
^Vport the stars, to offer contrast and to throw the ?ff™?™ 
of the stars into relief: they have little value in themse Ives Jn mq 
Encounter Stanley Holloway, the stationmaster, and Joyce y, 
'the refined lady' behind the counter in the refreshment : room are 
characters from the lower orders existing only to proviae 
h Sht relief from the trials of Celia Johnson and Trevor Howard, 
Who somehow exist on a higher plain. whatever 
^ u By contrast Carol Reed sought to give his characters , v^tew 
their importance to the story, their full value as ^™»^ s % 
a film like The Third Man (1949) there is no hierarchy. 
th e people on the Vienna streets are as compelling as tnob 
st ars. The little boy who hangs about Harry Lime s ™' 
ol d man who sells balloons in the empty night- time 
« tr eets, are as memorable as Harry Lime standing in tne v 
doorway 

k W making a Lean film seemed a little like P*^ 
^tterfly, Reed was receptive to life as it pre *nt*l^ « t^ 
In a charming book called A Filmstar in ^f«^" fl "Xtly the 
of Bobby Henrey - the boy who had played so pert ec j 
e ^ass y child in The Fallen Idol (1948) - provided a rev* ^ 
Portrait of the director at work. A Sequent visitor t th , 
bad been struck by Reed's pacing up and down, his a FF 
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onMsmTnd. 8 ' ^ leamt from Reed himself what had been 

banisters" W ° ertain SC6nes where Bobb y would lean over * e 
was always I ^ ^ * n ° ticed that when left to himself 
his hands and I tv mt ° the most 8 racefuI positions, curling 
I had imacinPd W3S S ° much more effective than anything 
scenes entirelv T V&J mUCh more naturaL that 1 chan S ed * 6 
should plan in a C ° nform wi * his mannerisms. A director 

should always 17™^™ * "f* U *° be pkyed ' ^ 1 
there, and chane PUt 6 camera here instead 0 

across a better w! ev £ er ything at the last moment if he comes 

That k ng **• 

on locatiorTin B^IT Watchin § Bobb Y when we were 

him do on the sere ; i, quare - lt was m y business to make 
life. When I had tha? ^ ^ did ' without knowing it, in real 
tog how he walked anH nT^ lo ° k in m y e y es ' 1 was watch " 
the street. With child Ways of Iau § hin S' and crossing 

u Ps- To be any good T*' a * S mUch the same as with g rown " 
either be wonderful i? rector ' an a ctor or an actress must 
A little knowled^P ' 2 abs olutely nothing about acting. 
6 ~ that s what is bad! 9 

Reed's great talent was to a 

wa s no ap parent divi^u out Performances in which there 
or she pl ayed . Indeed t> ^ ^ the act ° r and the character 
™nces as such, and the ! ^ J™ f eel there are no perfbr- 
Reed took enormous cT **** have te " the Y simply 
Ffen Idol, when itTame faithful to life ' s texture " In * 

* tlc tba t he S houldTa V P k ^ '^me', it was character- 
Department, but asked I J n°l? not t0 reI y on the Wardrobe 
Plover, navy-blu e short, v y Should be dressed in the red 
wearing when they firs^m' ^ S ° cks and bro ™ shoes he was 
also evident in R eed < s pS* Thls Relation of the natural was 
™f be could to avoid thl tuT ° T shootin g on location when- 
of the period ft the stu dlo l 00 k that marred so many films 

Caro d , L° d ,° fr ° m **53 d USUal PraCtke ' but so « he 
^-arol Reed had th* *u , da y s a s a director 

haT » H^ ^ make - -o-P- ad -d grow', 

KordHh Gd tomlou ST 8 What m ° St ° f the actor * wh ° 
da ' the cre eper that cluno t T Sai± Ac ^ding to Michael 

& o Keed's house received the same 




60 



David Lean and Carol Reed 

treatment: 'Charmed by the luxuriant thickness of the ivy, Carol 
refused to cut it back. Instead he encouraged it to grow, with the 
result that it eventually pulled one whole wall off the house and 
brought it crashing onto the garden lawn.'" David Lean, one feels 
would have trained and clipped such growth into a precise 

t0 Jack Hawkins, who had known Reed when they were both 
young actors at the Italia Conti school, recalled how Reed once 
bought a fox in a market which he couldn't bear to see caged and 
the next day set it free in the country. 'I have a fee mg that :th s 
idiotic anecdote may be a pointer to Carol's marvellously gent e 
approach to the actors he now directs in films.'" Reed gave actors 
rein, encouraged them to express their own vitality on the screen. 

Both directors were equally exacting in pursuit of their ^vision 
but while Lean was on the whole straightforward Reed tended to 
rely on craft and cunning to get his way. On ^ Young Mr ^ 
(1942), Reed's leisurely style of directing caused the «m to tau 
behind schedule. When the cameraman Neddie Young passed on 
to him the producer's concerns, Reed told him he would us : hi 
infallible method to get more time. He would see the producer 
and pretend to be upset to the point of tears. The tprodv KerwouU 
then tell him not to worry and to carry on as before. 1 Years later, 
when Reed was making Outcast of the Islands (1951) i ^ Ceylon 
Trevor Howard fell and hurt his leg. A doctor was ^mraon^ and 
said that he had torn a tendon and wouldn't be able to W Jor a 
week. 'So Carol,' remembered John Hawkesworth^ who was a 
member of the unit, 'said, "OK, get me another ^ 
to speak to him first." Another doctor was > whistled up and Carol 
talked to him first. Trevor was all plastered up and bandaged and 
able to work the next day.'* 

A paradoxical influence on Lean was his Quaker upbrin^g^ 
a child he was not allowed to go to the cinema^ parents 
'thought the stage was pretty wicked, and the cmema ^»^ 
worse'. Lean remembered them as 'being keenly ^r of the 
passions and trying to keep them under control .* But although 
his first illicit visit to the pictures at the age of ^^TtheZ 
may have been an act of rebellion, when it came to directing them 

* The deviousness that Carol Reed displayed ^^^SSST ^ ^ ^ 
quality required to convey the cock-eyed world of The intra man. 
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* nc rmtbi iears 

coXl^fnr 6 ^ as his P arents *> keep the passions under 
Ann itdJ ^ r fr heroes knuckle under. Celia Johnson and 
tivelv ret,,™ B J le f Encou nter and The Passionate Friends respec- 

SumierMZeTsi^ " Katharine ^flE 

America, ^ Up her Italian lover and ^ S ^7) 

does the Xh? t "T™ 8 in The Brid 8* on the River Kwai (1957) 
in the end 8 "" lf inadv «tently - and blows up the bridge 

tha ? t ^ aTresisTS * f ° rUtude instiUed h Y his ^ brin ^ 
for Noel Cow * h t?^ P rev ious offers to direct and waited 

Place was a perfect ^JT* ° f deference and knowin ^ 
chical outlook th C ° llaborator - They shared the same hierar- 
instinct for the ™ Same aware ness of society's rules. It was this 
affecting film S o T^ 0 ™ 1 that made Brie f Encounter such an 
man and woman „u, ° f lts P oi gnancy lies in the picture of a 
to which thev ill t t0 break free of the middle-class world 
Counties -not on v n§ " « W3S the Anna ^enina of the Home 
But Coward and but a suicide that never happe ned ' 

values too, never f re * SGems to me ' were trapped in those 
world about them. 6 6n ° Ugh to 8 ive an objective view of the 
They were the eni^ a 
conventional good ta^V T the established virtues and 
sionalism. Noel Cow a admired f °r their discipline and profes- 
on time and to be Z ? pected his actors to arrive on the set 
misleading one. He wa perfect H is decadent image was a 
°f the considerable rnrl y 3 hard -working martinet. In spite 
Royal Navy captam^SS?? at the time about his playing a 
more suitable, and ie Z We Serve > no °"e could have been 
«ew for whom the fW he actors in his cast like a ship's 
obey orders. St re quirement of military life applied: to 

in f^T s Z^l^^ e Serve works so well is that the gap 
not all that great. Davk ^ and what the Y ^re portraying is 
demons as 'one hundred ' Whom Coward described in his 
^tenant, and soon eniot?" Cent ^^nf," was his able first 
^ was a natural £^ n ?«**«** Promotion. 

pu n"' t le to d e P loyT der : 3 maSter of lo 8 istics and 
d&^^^nJST b ° dies of People to maximum 
S n C ^ authority, IS a T rdin § to the ^tary ™tues of 
8 en eral Was at its mo s t s^ ™ S sense <* ®* director as 

spectacularly obvious when he was 
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marshalling the Arabs in the desert of Lawrence of Arabia (1962), 
but I think even a supposedly intimate film like Brief Encounter 
has a military conception to it. Whether housewife husband, 
handsome stranger or station staff, the characters all seem to 
know their place. . ... . . 

Lean's world was a schematic, codified one, in wnicn in- 
dividualism was subordinated. His characters were types - mat 
theatrical equivalent of rank: there were the leads, the supporting 
players and the Poor Bloody Extras. He could represent life in 
broad sweeps, but was not equipped to appreciate its incon- 
sequential detail. 

As the illegitimate son of the actor Sir Herbert Beerbohm Tree 
Reed must have begun very early on in his life to appreciateije 
shortcomings of convention. The view his films offer of humanity 
is largely free of the tacit assumptions about class ^or st atus tnat 
marred so many other British films. It was Alfred Hitchcock who 
once catchily said that 'cinema was life with the dull bits left out 
But this, I think, was much more true of Reed's films than it ever 

was of Hitchcock's. , . T , a oarlv 

Reed could animate the most pedestrian of stories. the yearly 
films he made as a contract director for Gainsborough and I Ealing 
are a delight for this reason. There was Penny Paradise (1938 tor 
example, a musical comedy about a tugboat captain who thinks 
he has won the pools only to discover that his coupom was never 
sent. This was a routine assignment, but he breathed We into it 
Two-dimensional characters became rounded and credibl Km ne 
screen. The Girl in the News (1940) was a production-lme detective 
thriller, but once again the characters - the minor ones as well as 
the stars - were portrayed with such a degree of empathy and 
realism as to be memorable. Reed's whole approach t ilm- 
making was based on rendering life with fidelity on th s screen. 
He sought truth of performance, truth of situation truth of 
setting, but did so with a faultless sense of - d^^X 
was why Michael Powell described him as 'the best realistic direc 
tor that England has ever produced'. cicmifi- 
Everything Reed did in the 1940s was substantial and apufi 
cant. Chance, and the most favourable ^TTfjTl^ 
film-making life, afforded him the opportunity to shine^ In 1W 
he made The Way Ahead for that most indulgent of producer 
Filippo Del Giudice. It would be as definitive a film for 
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*e Army as Lean's In Witch We Serve had been for the R0^ 
W^1^; 8UI P ri8il ^y' ™ a first favourite with the 

fiSw e y organ in a 1948 summar y of British wa ?T 

inXt tt A PnSmgly because ^ w ^ about the Army and noth- 

*at the fehtT y c ^ had been little evidence in th6 f n 
the screen q T 1Ces cared to se e themselves dramatized on 
got under' \h , ehow ' s °me way Carol Reed and his colleagues 
*uc^ man and sent him away 

Process^wh^r^, Was a11 to ° f amiliar with its theme - the 
backgrounds ' ***** from differ ^t walks of life and socxal 
si *gle fightiL U nVr Cripted into the A ™7 a^ forged into a 
*e app roacW f ' EVen here ' at very outset of their rivalry 
very different o ^i ea ? ™ d Reed to projects reflected two- 

hierarchy T he W li While In mich ™ Serve observed a social 
comeJnlonethJnl f f ad de Picted class divisions being over- 
°f warmth and humo ^ ° lipped and austere ' the ^ 
Reed's wartime 

could have predict^ ^ Vement s were considerable, but no one 
would enjoy with 5, ext raordinary run of good fortune he 
object, he settled on r r , etUm of I***- Free to choose his own 

about a mortalh version of F. L. Green's novel Odd 
moral ambiguity tf7™ OUnded Irish terrorist on the run. The 
thmg wrong for th a 1°*? about 'someone who had done some- 
Provided him withal? Teaso ^' ls appealed to him. It also 
Third Man, which f 0 n* to ex P loit - The Fallen Idol and The 

kerned to complete a ™ ' Were so similar in mood that they 

Pr °bably it was th 8y - 
Skimming through the r° St stunn mg hat-trick in film history, 
he ^ unanimity of the crih ° f ° dd M ™ Out, I was struck by 
^ 1 be one of 19&!^**&*. 'Carol Reed's triumph', 'This 
£i?E St fUm of all time ' British masterpiece', 'Mason back - 
the reCeption was 8 feW ra *domly chosen headlines. 

Sui °^ m 8 y<*r- It was I when fallen Idol came out 

e ' u Wrote the dS'f dlrecte d and produced a flaw- 

- ZZ Z Wh ° had Prevbuli PreSS;2 ° and C - A Lejeune in the 

Th ^ S Twt J?? °l d Mfl " °* a masterpie- 
ce.^ The litany ^ was the best thing that Carol Reed had 

P aise quickly becomes monotonous, 
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and there is no need to spell out what the critics thought of his next 
film, The Third Man. It was The Third Masterpiece. 

Of the three 'great' films, Odd Man Out most obviously 
accorded with the popular conception of what a masterpiece 
should be, but is flawed by a sense of self-conscious deliberation. 
It announces itself as an allegory too insistently, and nothing 
seems left to chance in suggesting - or stipulating - the interpre- 
tation that should be placed on Johnny's flight through the streets 
of Belfast. Everywhere he goes, the visual imagery of the city 
emphasizes the kind of journey he is on: ominous crosses mark 
out their pattern in window-frames, in lampposts, m the shadows 
cast by railings, even in the mortar on the walls of houses Who in 
the audience could not realize that Johnny is treading a ong he 
path of his own Calvary, that the people he encounters along the 
way represent his own Stations of the Cross? The meaning is 
further set in stone by the grandiloquence of William Alwyns 
biblical-epic score,* and the presence of the city clock fatefu y 
marking the passage of Johnny's last hours on earth Too neatly 
the film ends with Johnny's death at midnight, the last image that 
of the clock face. u , 

The film was finally much less impressive as parable than it 
was for the poetic realism with which it observed a city half heed- 
less and half uneasily aware of the drama in its midst. It was in 
the details off the story that Carol Reed was at his best: a stray dog 
chasing after Johnny as he runs for cover after the bungled raid; 
the townsfolk drawn to their doors by the commotion; he 
children playing games in the streets; a tram going by. All us 
fleeting rLmentsf but the sense of life going on regardless lent 
an extra pathos to Johnny's fate. 

An amusing game is to imagine what Carol Reed's films would 
have been like had they been directed by »f ld T ^f n >™?Zr d 
versa. I think Lean would have ruined The Fallen Idol ox The Third 
Man - he would not have understood their irony, their humour - 

* There is evidence that Carol Reed himself regarded the use of 
as heavy-handed. In a profile of the director, the critic W. J. ^^T^J 
remember that when Odd Man Out had just been released and was be ng harfed 
as a masterpiece, I criticized the sound-track in parts for under hn mg he drama 
too heavily. Sir Carol wrote to me that he quite agreed but that, alas, it was too 
late to do anything about it!' 
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£f??f* have failed to exploit the full epic scope* 
vZZ° f *? hm * But 0dd M ™ Out could have been a gre* 
lines aw n ^ His character * so often seem to move on tram 
bv fate w 8 3 predetermin ed path. To this extent Johnny, WPP^ 

In Ld'! ^ arChGtypal Lean chara ^r. „ um 

Out was ™T ~ t0 rCtUm to the real world " 1 think 0M Z 
Perf e r t LnhP ^ 8i § nifica nt as the stepping stone to the 
reg*^^^*^ With his next ^ He found hj 
children H ^ d the thin § s he «mld do well - an empathy 

The Fallen Wn/7 2 f" , Space ' a sense of the unexpected, 
an «ribS^ i 0Iy ° f an ei ^-y—ld boy, the so* £ 

butler in the develo P s a strong attachment for Baines, the 

killed his wllT. r SSy - Mist akenly believing that the butler has 
brilliant evoStJl « ^ poUce in order *° protect him. It was J 
convincing eve r °nK Childhood ' one of *e most poignant and 
fit of the adult's e Gen put on the screen - We have the b f % 
world, but at the « S ° ° an 8ee how FeIi P e misreads the adult 
ence the sheer now?T hme We share his puzzlement and experi' 
^ect but not havW ° f ^ a child " wantin S t0 ^1 

surroundings. The f^u Y Ct We share a lso his perception of rus 
ous, almost alive -th? y in which Feli P e lives is vast, mystefl' 

Carol Reed's obser & ° hild but few grown-ups would see it 
F ^ipe is taken on an ? ^ iS faultless - Neve's a scene in which 
adults, passing a row of 8 , t0 the zo °- Th -e child trails after the 
ea ch bird, he tweafeit, V 0 ^* 008 on the " Perches; as he passes 
gravel. It's a tiny little If , m as idle a child's gesture as kicking 
any script - but perfect Gasy to mis s - one not to be found Jft 
there were countless Si? PtUres what childr en actually do. And 
n L^ b6en reouSt mome ^s.Dil ys Powell realized what 

sibihty ls laid on the a c ?3 , Character ™* action a great respon- 
Hlrev if ^ be C't? Wr ° te in her -iewd the film- 'I 
PerfZ I 1 Say *at Withl*™ 1 ^ Performance of Bobby 
W neT a T iracle ofaeati^ V° U ^ pW Carol Reed has 
is never J makes a ^on^ lt is ™t simply that the 

conSn:? T 0n 8' *e dg ? e or uses a wrong intonation; he 
confusmg world is flawless Jf ^ °°? plex of his relations with a 

iy apprehended '22 

Just look atTfte/i^ 
such large-scale ^ «" d ^ Ecstasy to See . 

now uncomfortable Reed was with 
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The skill with which Reed conveyed the unconscious charm of 
childhood escaped any easily explicable process of intellect. 
Perhaps the key was that he had not entirely grown up nor forgot- 
ten what it was like to be a child himself. But also the story to 
some degree echoed his own childhood experience. His father, bir 
Herbert, kept two establishments, his wife's and his mistress s. As 
the child of the mistress, and with his father an infrequent visitor, 
Reed must have had the same sense as Felipe - for whom Mr and 
Mrs Baines are surrogate parents - of belonging to two families. 

He must also have had an understanding of Baines's predica- 
ment - who no longer feels anything for his wife but loves Julie, a 
member of staff at the embassy The situation brings to mind that 
of Alec and Laura in Brief Encounter. Indeed, when a tearful Julie 
meets Baines in a tea shop to discuss their predicament, the scene 
so closely resembles the farewell in the Milford Junction refresh- 
ment room that one wonders whether any conscious allusion was 
intended. ... 

When Felipe, who has followed after Baines, turns up at the tea 
shop, he is as unwelcome a presence as Laura s gossiping 
acquaintance, Dolly Messiter. But while Dolly's sole function is to 
be irritating, Felipe is a complete character. As the adults conduct 
their grown-up conversation he feeds his pet slow worm w,* 
scone, rocks back and forth on his chair, and eventually asks Julie 
if he can have the bun she seems to have no appetite for. 1 he scene 
is funny, ironic, but also very moving. 

While in Brief Encounter the characters are subordinated to the 
overall mood, in The Fallen Idol they are fully realized and glori- 
ously true to themselves. In my opinion Carol Reed emerges as 
immeasurably the greater of the two directors, able to command 
mood and atmosphere without sacrificing truth of character and 
free of the stifling convention that Lean's films never entirely 
escape. , 

In Brief Encounter there's a sense of things which must not be 
allowed to happen on screen: respect is paid to a rather oppres- 
sive morality which means that Trevor Howard has no cho ce but 
to start a new life in South Africa, and Celia Johnson to return to 
her husband. There is an invisible line beyond which we know the 

characters cannot cross. . . ^^ B uir> 

It certainly helped Reed to have found a congenial Pfnership 
with Graham Greene, who wrote the script, but this shou d not 
make us think of The Fallen Idol as any less his film. Ut Ihe 
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baleTGrahl^ Sh ° rt Stor y on which The Fallen Idol was 
the subSw^ 6 T Wr ° te that in his conferences with Re* 
smaU L who qUle% Chan 8 ed ' 80 th *t it 'no longer concerned a 

was a it ;; th a r ai1 h °y wh ° beiieved that his ne i 

his defence I fh an _ nearly procured his arrest by telling lies in 
good subject '23 tT « ' es P ecial ly with Reed's handling, was a 
the psychoWv 15 ^ ? ° f the chan § e was to throw the focus on 
^parareEn ^ Cbild " 11 * a difficult task to work out the 
impassion a^d L m u alchem y of collaboration, but the 
iMe to call an*^^? into childh ood - as far as it is po^ 
should not be cnnf ght ~ seem to me to be straight Reed. « 

different spectacWw^ 1 t0 ^ ~ es P eciall y in °* « 
&** - that Greened ^l the B ° ultin S Others made of Bri^n 
f or the partnership £ ♦ ! m ° re reason of the two to be grateful 
f elt such gratitude wif H fUm be 8 an - He certainly must have 
containing^ stoL^fr, dedicated to Caro1 Reed the b °° 
v °lume, and wrote -rv Fallen Idd and ™« Third Man in one 
complete certainty tW ?? e . thin 8 abou t both these films I have 
°nly director I ^success is due to Carol Reed, the 

sympathy the extraordil / hat P art icular warmth of human 
Pft, the exactitude o feeIin 8 for the right face for the right 
of sympathizing with a „ 1' 3nd not least important the power 
hl ™ ' 24 A 'warmth of CZ ^ Worries and an ability to guide 
'J s not a striking motif ?hT Pathy ' is f ™stratingly intangible 
scr een-butit wasihv R * y ° U Can easil y down on the 
Tho _ . ' a Was suc h a marvellous director. 

the Third Man was a 

ZfT^ e ^^re7^T^ 1 blend ing of the unforeseen: 
£ good than it was. Buf or Th ^ ^ COuld have been 80 ^ 
anvmin I? Reed is *e C d f ^ chance ca ™ naturally to 
E 7 at ' S 8 ° in 8- 1 had nnf who '» any ideas - 

Karas u Peech - T hen th^rl S: the result > the famous 
verhl'{ Wh ° Se zi ther he In ? aS Reed ' s discovery of Anton 
whfch P haT St ° f 311 subW i d H ditCh an orchest ral score. And 
ver^ f™ u W e nvisaSd Tn S to the Vien ^se cemetery, 
the gu-L HeTauS, him ^K ottZT *°« "** 

think he said a ^ r U P a nd IT Z^/™* 5 ™™ legS *** 
aia a word to her: it wS^ ed side b y side - 1 don,t 

as hke the end of a story except 
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that before they turned out of my sight her hand was through his 
arm...' 26 , 

Reed disliked this happy ending because he thought the audi- 
ence, who had just seen Holly Martins kill Harry the man the girl 
was in love with, would find it unpleasantly cynical On the day 
of shooting the camera began to roll and Ahda Valh as Anna 
began her walk up the cemetery lane. Joseph Cotton, as Hoiiy 
Martins, waited for her to join him so that they could , stroll away 
happily together.*? But Valli/Anna just walked pas him and _on 
and on 'Nobody uttered a word. The camera kept rolling. The 
special effects men from their high perches cont jnued to. drop 
toasted autumn leaves from above. I continued to - putt on my 
cigarette, and began to get quite panic-stricken Was ^there ^more to 
the scene? Had I gone blank? What was Carol waiting for me to 
do? I took one more puff, then in exasperation threw the c gare to 
to the ground, at which point Carol shouted thiou^hBlMghter 
the word I had been waiting desperately to hear - Lttr. 

It was a delicious subversion of the Hollywoo valu* jmaca* 
dance with which Anna would almost certainly have stopped ro 
the happy ending. Holly Martins, who is a sort of grown up 
Felipe, is notionally the hero but flounders around t o ttk 
purpose. His attempts to sort out the mystery behind he d«ap 
pearance of his old friend Harry Lime are the sort oftogoneot 
the heroes in his Western novels - or indeed in Hoi y wooa 
might do, but are totally ineffective in the real world. WhR«^ 
ending the abiding tone of The Third Man was one of profound 
disillusionment as Holly and Anna discover the true nature oHhe 
man they had both loved. There was some argument over wha^ 
The Third Man should be called. Had the title not ahead been 
used, it could just as easily have been ^J^ *^ ™- 

It is true that Carol Reed never made ^,^^^t 
up to Odd Man Out or The Fallen Idol or The Third Man. Bu t the > fact 
that they had been made was enough. The y/ ame m ^^ 
extraordinary decade through a conjunction of <^^^ 
could not be Y repeated, and it was in Reed's ™™ ^ wan^o 
move on. 'If you like making pictures, you've go^ to -go ^ from one 
to another - within reason. It's like being a boxer - there s no good 
just sitting down.' If The Third Man > is ^ 
because of a serendipity, because Reed never ser oui 

m He tonded to look for a subject which was the opposite of what 



69 



The Finest Years 

he had just done. And to the predictable question of the modern 

mnL^M ^ any ideas that constantly interested him, * 

XcL vv v S ^ the P r °i ect - 1 know that there ^ 

a »d Bergman, who have a certain view * 

to^thpV ^ thmk that 3 director who knows how to put a film 
The ^11 lmP ° Se his ideas on the world/- 
3int of v u ° f hls best work lay not in putting forward a 
d whirr' , Ut in an intuitive fe ^g for the way people are 
d what t he y do. He was an observer When he wasn't making 



and w w iu j an mtuitive feeling for the way peop» - 
mms h u t ? Was an observer. When he wasn't making 

ook ht son *°^ e ^ the hours watching life go by H 
where lcomp t ,** Cumber ^d Hotel, and told him: 'This tf 
how thev ™ ^ to make fihns. You learn about people and 
they do^o7 s V 7 nd ,^ they do and you have to guess wha 
matter was noH Sift Was one of observation, the subject 
ular person mlh7°? ant ~ jUSt 38 * did not matter which ^ 

'Le cfls C« S r the hotel lobb Y- 
'Can you be" an ifj ac £ cordin g to Lindsay Anderson, was this, 
make films aW distinction if you don't care what you 

perhaps never fL°I neVer mana ge to find your real subject, or 
implied just Z jT J 0 ^ 7 '* But the model the question 
«*ject in this^v H ^ 1 don 't think Reed ever looked for a 
of the Old Masters approach had more in common with that 

dard commissions - W ° rk Was made U P of a variet y of ^ 
Visitation. Their art J, 3 crucifixi on maybe, an Adoration, a 
ay not ln what they chose to paint but hoW 
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'I want to make films about people in dark rooms doing , beast y 
things to each other/ Robert Hamer once saidMt was not ar atti 
tude that the head of production at Ealing Studios Midhad ^ 
would have encouraged. He felt that films should be tmprovm^ So 
although Hamer was lucky enough to make two films a brilhan^ 
and uncompromising as It Always Rains on Sunday ^ and \ 
Hearts and Coronets, his time at Ealing was more notable for _ wha 
he was not allowed to make. Since he was one of the bigges 
drunks in British films, it's easy to assume that i was akoholfta 
ruined his promise as possibly Britain's ^"j^'to 
certainly didn't help, but it was a minor difficulty compared ^ 
the other obstacles he had to face. His story is a very Bntah tome 
of a film-maker denied the opportunity to express himselt treeiy. 

Robert Hamer was born in 1911 into a prosperous ^ddle-class 

family which had owned farmland in Wales for g enera ^ 

father was a bank manager and, by all accounts, a model ot rec 

tude. The young Hamer went to Rossall Schoo in 

where his house captain's summary of his school f career wn ten 

in 1930, provides a succinct portrait of the future fito ' d ^ ctor ^ 

the threshold of adulthood: 'His apparent f^™™^ 

an attractive and interesting character, whose fault was ^a to 

quick temper and whose merit an ability to recover 

very quickly.'* The words suggest a contrariness that would 

become more marked with the years. u™iH av «; He's 

There's a photograph of Hamer from his ^ooldays^ He 
sitting next toa table of trophies. His arms are ^nd^s 
a look of confidence. In his time at Rossall many of those troph y 
had been his, and he must have felt that in the life ahead of him 
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